The Visual 'Turn' {#Sec1}
=================

In 2013, I flew from Sydney, Australia to the South by South West (SXSW) conference and festival in Austin, Texas, USA to represent Jefferton James Designs. I had attended SXSW twice before as a band manager, but this was the first time I was attending since crossing over from representing musicians to representing a designer and videographer within the music business. I was struck by the scale of the Flatstock gig poster exhibition that year. Taking up a massive section of the convention centre, this colourful event featured screen-printing workshops and individual designers' displays. One of the stars of this event was Australian illustrator Ken Taylor. There was a queue for Ken's booth and he was signing gig posters he had designed. When I approached the flannelette shirt-wearing Ken, he was busily sketching into his tablet device. He informed me---in his thick Australian accent---that he designs gig and tour posters for high-profile international artists such as Bob Dylan, Metallica and Pearl Jam, that are sold as 'high end' merchandise items. Ken also has a direct audience, selling his posters on sites such as [GigPosters.com](http://GigPosters.com) and [PostersandToys.com](http://PostersandToys.com).

The international status of top illustrators/designers such as Ken Taylor in the contemporary post-digital music business was put into context by one interviewee for this book, Australian artist manager and record label owner John Watson (Eleven Music):"I think that for most careers, not all, but for most careers visuals have been integral to the success of artists, and even just to individual songs, whether that was Elvis swivelling his hips or whether that was The Beatles in mop tops ... I think that in the last 15 years that \[the importance of visuals\] has gone on steroids. So, it's now even more significant ... you've got vastly more clutter out there. Now it's cheaper and easier than it's ever been to make a recording and to make visuals to go with it ... And so, one of the ways that you cut through and get differentiation is through striking visuals. (Interview 6)"

Musicians and their managers and other representatives do not, and cannot, think in terms of disciplinary boundaries between the visual (and related sensory) components that form their visual identity and their music. It was while attending SXSW that the need of a book that focuses on the businesses relating to non-musical components of the *music industries* became clear to me.

There has been a shift within music business research from referring to this sector or field as *the* music industry, to using the plural *music industries* (Hughes et al. [@CR20]; Nordgård [@CR28]; Williamson and Cloonan [@CR47]; Wikström [@CR44]). This is because the music industries are constituted by a collection of different industries that have some commonalities. Following Tschmuck ([@CR50]), there are three core sectors of the music industries: live music, recording and publishing and these sectors are linked by the musicians themselves and by collecting societies (pp. 2--4). These sectors are also closely related (as we saw through the COVID-19 crisis when a decrease in live revenue impacted other sectors) and a growing number of companies integrate all three functions by acting as record labels, publishers, as well as booking agents, promoters and even ticketing companies. Beyond this, the music industries (recording, publishing and live music) are embedded in secondary music markets, including merchandising, the synch rights business, branding, sponsorship, musical instruments, live music ancillary services and the media. These industries sometimes align and at other times conflict.[1](#Fn1){ref-type="fn"} The concept of design culture is useful here for understanding how symbolic imagery and content is created and used to signify that these different industries are interrelated. Design culture is the glue that often ties these disparate industries together. Therefore, design culture production can be seen as being fundamental to the functioning of the music industries.

Later in 2013, Jefferton James and I were invited to partake in a panel presentation at BIGSOUND festival and conference in Brisbane, Australia as part of their (albeit short-lived) music and design programme. The programme featured headliners including London-based Australian musician Nick Cave; Los Angeles-based VJ, animator and producer Vello Virkhaus; and Melbourne-based co-founder and member of the multidisciplinary creative studio 'Tomato', John Warwicker. While sharing our panel with Aaron Hayward (designer at Debaser), Rob Jones (illustrator, Animal Rummy), Sonny Day (illustrator, We Buy Your Kids), Ken Taylor (illustrator/designer), Celeste Potter (illustrator) and Kane Hibberd (photographer), Jefferton James and I learned that his particular business model is relatively unique. He produces almost everything visual relating to music: album art, gig and tour posters, stage designs, merchandise designs and music videos. In a research interview for this book, Jefferton James noted that his 'business model is essentially intended to be like a one-stop shop for a musician, so they can get everything done under the same umbrella and have a through line through all their work' (Interview 1).

Jefferton James's unique approach forms a case study in this book and, through the use of the research method of participant observation, insights will be gleaned into how it works in practice. My involvement in the aforementioned BIGSOUND panel event led to the development of the following research questions: If design culture is so important to popular music, how does the business of it function? How has the business of popular music-related design changed in the digital age? In terms of creative labour, how do the designers, videographers and other creatives who service this important function sustain themselves? Are musicians themselves increasingly responsible for creating their own design culture in the digital era? How does copyright function in this context?

In addition to the primary research questions outlined above, the following sub-research questions were identified and will be addressed in the various chapters: How does design culture help to sell music? Have methods for remunerating musicians for the visual content they create for themselves changed? Are designers who make music videos, album art, gig posters, screen prints, merchandise, live sets, brand images, websites, and so on 'artists' or not?

Selection of Cases and Participants {#Sec2}
===================================

The research reported in this book was carried out between 2018 and 2020 in Sydney and Melbourne, Australia, and with participants located in Los Angeles, New York, USA and London, UK.[2](#Fn2){ref-type="fn"} I conducted 22 semi-structured interviews with musicians, artist managers, graphic designers, video directors and stage designers who work within the music industries. This method was supplemented by the following digital ethnographic approaches. I reviewed online music video and gig poster-related sites, conducted content analysis of public discourse available on online sites, conducted interviews with professional artists/designers in digitally mediated ways, and I analysed the technical properties and policies of online platforms.

As mentioned above, in this project I also used participant observation. Given that this is a time-consuming method, and given the time limitations and budgetary limitations of this project, I only undertook one such observation of the work of Jefferton James over a period of six months. This project also involved textual analysis and sensory research through participation; the method of participant observation outlined in this section is related to this sensory ethnographic approach. Finally, the visual methodology I deployed involved gaining informed consent to reproduce visual material, and permission to display visual material among different audiences and in different contexts. By using multiple methods in this way, this book provides a fuller and richer understanding of the music business than currently exists and it contributes to knowledge by explaining how the design cultures that are produced by these industries function.

When selecting interviewees, I made an effort to achieve a balance between male and female participants. However, an even split between the two sexes was not achievable due to the fact that the music business is still male dominated (Cooper et al. [@CR7]; Coles et al. [@CR6]). For example, recent research has suggested that the algorithmic listening facilitated by music streaming services can serve to perpetuate gender imbalances within both the recorded music industry and the live music industry. Research by *The Baffler* contributing editor Liz Pelly ([@CR31]) suggests that the Spotify algorithm favours male artists, suggesting that use of streaming service data as a measure of who to include in this research project would replicate gender imbalances. Further, the fact that the music business is still male dominated is reflected by the broad push within the contemporary live music industry for greater representation of female artists at festivals and on touring circuits. As Newstead ([@CR27]) noted:"A collection of 45 international music festivals \[now 300 + music organisations\][3](#Fn3){ref-type="fn"} are addressing gender inequality by pledging towards a 50/50 gender split on their line-ups, conference panels, and more by 2022. The push comes from the UK's PRS Foundation and its International Keychange initiative, which was founded to help women transform the music industry."

Despite these efforts however, an even split between the two sexes in terms of research participants was not achievable due to the fact that the music business currently remains male dominated. Hopefully this will change by 2022. I also sought a balance in the following dimensions: those well established in their industries, newcomers and mid-career workers; older and younger participants; participants working for larger artist management or production companies and those working on a freelance basis; those working in major cities and those working outside of major cities. The recruitment of interviewees was guided by these efforts.[4](#Fn4){ref-type="fn"}

Participant Observation: Reciprocity as an Ethical Stance {#Sec3}
=========================================================

As mentioned above, I made participant observations of the production of music videos, album art, gig posters and stage designs by Jefferton James, who is a designer and videographer with whom I had an existing relationship. I did not coerce Jefferton James into being involved in this project in any way and I sought his fully informed consent to use this research method. Furthermore, I made it clear to Jefferton that he was free to withdraw from this project at any time and that there would be no consequences for him in doing so.[5](#Fn5){ref-type="fn"}

Involving Jefferton James in this project was the most ethical way to proceed with this research. This is because his involvement was the key to the reciprocity of this project. Trainor and Bouchard ([@CR41]) noted that 'reciprocity is an ethical stance rather than a simplistic exchange of goods or tolerance' (p. 987). Through completely immersed participant observation, this research project was more effectively able to give to, as well as take from, the community in which the research was conducted. This approach grounded the reciprocity in the context of economic transactions; the specific reciprocity here involved service provision in the form of artist management and an exchange of my own creative labour for access to knowledge in the form of participant observations. It was important here that I was remunerated for my services in the same way that comparable artist managers and producers in this community are; to provide a subsidised or free service in exchange for access to the research site would be unethical because it would undermine other artist managers' and producers' efforts to be remunerated for their labour.[6](#Fn6){ref-type="fn"}

Trainor and Bouchard ([@CR41]) engaged with the work of Zigo ([@CR49]) to argue that by exchanging goods or labour for information through participant involvement, 'researchers potentially reduce power inequalities that may exist between themselves and participants' (2013, p. 989). Yet, interestingly, they also engaged with the works of Eder and Fingerson ([@CR10]), Gluck and Patai ([@CR12]) and Subedi ([@CR40]) to note that service and labour provision 'may also cause power dynamics to surface or become obvious' (Trainor and Bouchard [@CR41], p. 989). Either way, the reciprocity facilitated by this project was ethical because it reduced any power inequalities between the observer and the observed and, when it caused power dynamics to surface and become obvious, this openness and disclosure was in line with the guidelines for the ethical conduct of research (National Statement [@CR26]).

Methods {#Sec4}
=======

Semi-structured Interviews {#Sec5}
--------------------------

Overall, this project used a qualitative approach. The aim of this project was to capture an aspect of the music industries---design culture---as it is experienced, and interpreted, by the participants in this project. To this end, I used an 'intensive' rather than an 'extensive' (Harré [@CR15]) research design. I investigated how music and design practices work in a small number of cases in order to generate explanations of the relevance of design culture to the development of artists' careers and of the experiences involved in developing design cultures within the music business.

The qualitative method I used addressed the potential pitfalls of this approach through ensuring that the analysis of the data was systematic, disciplined, transparent and described (Punch [@CR37]). Care was taken when analysing the interview transcripts so that the data could provide relevant knowledge concerning the topic of design culture within the music industries (Hesmondhalgh and Baker [@CR16], p. 16). I continuously evaluated the interviews while they were in process, and the interviewing processes were guided by the criteria provided by Merton and Kendall ([@CR23], p. 545).

My qualitative method was recursive; it involved a fluid relationship between the various elements of the research (Veal and Burton [@CR43], p. 220). My hypothesis formation evolved as the research progressed and data analysis and collection often took place concurrently. The writing process was also evolutionary and ongoing, rather than being a separate process that took place once the data had been collected (Veal and Burton [@CR43]). I coded the data using the Miles and Huberman ([@CR24]) approach throughout the writing process and this was done in a fluid way.

While the early labels I used were merely descriptive, the second round of coding involved using NVivo software and featured inferential (or pattern) codes. These latter codes were more interpretive and required some degree of inference beyond the data, and it was at this stage that confirmations and challenges of the understandings evident in previous studies were uncovered. An intracoder reliability test (Given [@CR11]) was then conducted. This involved re-analysing unmarked copies of the transcripts to double check that the same codes were generated the second time in order to ensure consistency. These interviews were supplemented by analysis of the trade press associated with the music industries as well as attendance at peak Australian and international industry conferences, BIGSOUND (Brisbane, Australia), and the Kristiansand Roundtable Conference (Kristiansand, Norway), which served to add ethnographic context to this research.

Participant Observation {#Sec6}
-----------------------

Participant observation took the form of myself as the researcher taking field notes immediately or within a few hours of key events such as the filming of a music video, or the generation of images for album cover designs, gig posters, stage designs and XR experiences. My participation in the project involved helping to produce music videos, and negotiating terms for the production of album art, gig posters and stage designs by Jefferton James, including issuing invoices and networking to generate leads for new clients. As a method, participant observation provided a number of advantages. It enabled this project to trace the experiences of a designer in this field over a sustained period of time, rather than only in a short interview. By incorporating participant observation into the research design for this project along with more structured interviewing and the other methods outlined in this section, the quality of the interpretation of the data collected through these other methods was enhanced. This is because participant observation was used as both a data collection and an analytic tool.

Moreover, participant observation allowed trust to be built between the observer and the observed. As Hesmondhalgh and Baker ([@CR16]) noted, participant observation enables the researcher 'to go beyond language and discourse---the primary product of interviews---to observe much more fully other aspects of creative workers' lives and subjectivities, such as their comportment, demeanour, behaviour and attitudes' (p. 17). Similarly, Musante ([@CR25]) noted, 'participant observation may be the only way to capture tacit aspects of culture as praxis ... as well as explicit culture' (p. 252). In order to articulate how this project adhered to ethical principles relating to participant observation, the sections that follow provide a clear description of the methods that were used in this project, their risks and how these risks were managed.

Within the context of this project, I did not view participant observation as a superior method to the semi-structured intensive interviewing outlined above. The semi-structured interviews allowed for a much wider range of situations and contexts to be examined than the single case of my collaboration with Jefferton James. While the data from the interviews were not understood in this book as simply being transparent reflections of reality, neither were the interviews viewed as being 'performances' (Hesmondhalgh and Baker [@CR16], p. 17). By immersing myself in the analysis of the production of music videos, album art, gig posters, stage designs, and extended reality experiences, the aim here was to provide a basis for judging when insight was being provided 'into real events and processes that might throw light on our understanding of creative labour' (p. 17) within the music business. In other words, my participant observations allowed me to 'reality check the interviews' (p. 17). This was particularly important given that, within the music industries, Williamson et al. ([@CR48]) argued that:"A premium is put on what one might call experiential knowledge---on the unsystematized accumulation of anecdote and example, on instinct and gut feelings, on the value of 'good ears' and intuition, luck and personality. Historically, then, most music industries have been not much concerned to produce any sort of organized knowledge. (p. 460)"

Because of this, it was envisaged that participants within the music industries subcultures of design, video and XR may have been wary of researchers who were outsiders and who were attempting to produce 'organized knowledge' (Williamson et al. [@CR48], p. 460). By using longer-term field research, and long-term personal relationships, I was able to gain insight into these distinct sub-cultures within the music industries.

Moreover, as Musante ([@CR25]) noted, such participation allows one to gain insight into the tacit. The aim here was to gain an understanding of various emotional responses to places, situations and individuals (Crapanzano [@CR8]; Davies and Spencer [@CR9]; Hage [@CR13]) through the processes of data analysis that this method allowed. As Musante ([@CR25]) argued:"Tacit aspects of culture may not be directly observable and often remain outside our awareness or consciousness. Tacit knowledge may become embodied in the way we learn to stand, sit, move, modulate our voices, and perform---the day-to-day practice of living in a culture. (p. 252)"

By explicitly incorporating the collection and recording of information gained from participating in the production of music videos, album cover designs, gig poster designs and stage designs, participant observation allowed me to collect and analyse data in natural settings. It was necessary for me therefore to take part in the common and uncommon activities of the people and networks being studied.

Musante ([@CR25]) engaged with the work of Spradley ([@CR39]) to provide a 'Participant-Observer Continuum' (2014, p. 262) concerning the degree of participation, and this is useful here. This continuum, or 'spectrum of participation', starts with simply observing and not participating, next is moderate participation, then active participation, and finally it includes complete participation and native participation. Musante ([@CR25]) argued that, 'There is no absolute right way to balance participation and observation. The key is to make the form of the balance explicit in analysis' (p. 262). This project involved complete participation (Johnson et al. [@CR21]; Riemer [@CR38]) because as Jefferton's manager and producer I was a native ethnographer who was a member of the group being studied, turning an observer's eye to my own community to carry out analysis (see Appadurai [@CR2]; Kraidy [@CR22]).

Visual Methodology, Digital Ethnography and Sensory Ethnography {#Sec7}
---------------------------------------------------------------

This project concerned the interrelationship between music and design culture in its various forms. The senses are interconnected and this project analysed the interconnections between the musical and non-musical content that is made and sold to trigger the senses, as well as XR design objects that are likewise created to trigger the senses. Therefore, the research interviews, digital ethnographic approaches, visual methods and participant observations were not structured through reference to different sensory modalities or categories, but rather through a theoretical commitment to the understanding that the senses are interconnected and thus it is not always possible to use them separately to understand phenomena.

Therefore, the methods that I am outlining here are interrelated and the data generated by them was analysed in an interconnected way. Following Pink ([@CR34]), this approach demanded a certain reflexivity and 'an appreciation of the subjectivity and intersubjectivity of the sensory ethnography process' (p. xiv). Those whose work contributes to the development of design cultures in the music business are trying to represent one sense---hearing music---with other senses---sight and 'seeing' design, as well as touching it and moving within it.

Therefore, the methods and approaches of conventional participant observation and semi-structured interviewing outlined here benefited from being combined with the reflexive and emplaced methodology detailed in this section. This methodological approach was informed by the notion that 'emplaced and active participation can accommodate some of the characteristics of the classic approach while acknowledging that through our own emplaced experiences we can gain insights into those of others' (Pink [@CR34], p. 116).

### Visual Methodology {#Sec8}

Visual methods were necessary for this project because I sought to further our understanding of visual creativities in the music industries and how the various artefacts produced by the various visual creatives who were observed and/or interviewed function. There is a debate concerning visual ethics in the contemporary research landscape (Allen [@CR1]; Clark et al. [@CR5]; Perry and Marion [@CR32]; Prosser [@CR36]; Wiles et al. [@CR45]). The specific visual data I sought to collect for this project included album cover images, gig poster images, images of set designs, still images from music videos and still images of XR media designs, as well as images of the draft ideas that led to the development of these visual artefacts. With regard to the ethics of doing visual research, this project addressed concerns about how to gain informed consent, how to deal with issues of confidentially and anonymity, dissemination, secondary usage, copyright and legalities in ways that are in line with the codes of ethical conduct for visual methods that have been produced by the International Visual Sociology Association (Papademas and IVSA [@CR29]).

### Digital Ethnography {#Sec9}

Most contemporary research is entangled with the digital world. The forms of ethnography that are outlined in this section are interrelated; I examined how selected visual content functions in a digital environment. Methodologically speaking, in this project I drew from a body of work that concerns digital ethnography (Pink et al. [@CR35]) and virtual ethnography (Hine [@CR17], [@CR18]). Pink et al. ([@CR35]) made the point that 'we are often in mediated contact with participants rather than in direct presence' (p. 3) and as researchers we need to 'consider what differences the digital actually makes to our practices as ethnographers' (p. 3). I was particularly interested in the interrelationship between practices, digital platforms and social formations within the music industries.

I therefore attempted to capture data that would shed light on these interrelationships using digital ethnographic methods built around analyses of specific case studies. These case studies of music-related digital artefacts were useful for capturing detail, multiple actor perspectives and their interactions, change over time and contested meanings. These case studies were drawn from both Australia and abroad (due to the international nature of music-related digital media) and, in order to indicate national, cultural and demographic variance, they were comparative. This research project was therefore designed so as not to privilege particular senses. This is because the primary goal driving this project was to fill the gap in our knowledge that exists because design cultures within the music business are a neglected area of research within the field. It was therefore logical to use an approach that was multisensory.

In their attempts to define digital ethnography, Pink et al. ([@CR35]) engaged with the work of Murthy, who described digital ethnography as being centred on 'data-gathering methods \[that\] are mediated by computer-mediated communication ... digitally-mediated fieldnotes, online participant observation, blogs/wikis with contributions by respondents, and online focus groups' (Murthy [@CR51], p. 159, as cited in Pink et al. [@CR35], p. 5). According to Pink et al. ([@CR35]), there are a number of digital ethnographic approaches, and these include:"first, new forms of professional practice where sociologists use digital tools to network and build conversations; second, researching how people are using digital media, technologies and tools; third, using digital tools for analysis; and fourth, engaging in critical analysis of the use and consequences of digital media. (p. 5)"

Algorithms that are used in the digital world are of particular relevance for this project. This is because algorithms are key to the function of design cultures within the music business in the digital age (recommendation engines on Spotify and YouTube somewhat dictate what is shareable for example).

### Sensory Ethnography {#Sec10}

This project involved sensory research through participation. Therefore, the method of participant observation outlined above is related to the sensory ethnographic approach used. Following Pink ([@CR34]), the approach taken here involved a 're-thinking of participant observation with particular attention to the multisensory and emplaced aspects of other people's (and the researcher's own) experience' (p. 95). This project therefore involved a reframing of ethnography as a 'participatory practice in which learning is embodied, emplaced, sensorial and empathetic, rather than observational' (p. 95). By way of its design, in this project I attempted to create 'research encounters' that involved shared moments through which, as an ethnographer, I was able to 'learn and know about other people's experiences' (p. 95).

Anonymity and Confidentiality {#Sec11}
=============================

Clark ([@CR4]) and Wiles et al. ([@CR46]), noted that anonymity and confidentiality present particular challenges for visual researchers, as opposed to those researchers who are able to achieve anonymity and confidentiality with regard to data that is only text-based. Specifically, Clark ([@CR4]) noted: 'To put it bluntly, it is often impossible, impractical, or even illogical to maintain anonymity and confidentiality of individuals in artwork, photographs and film' (p. 21). He noted that visual methods are able to provide information that text-based methods alone cannot and that they may have appeal as, and/or be, aesthetic cultural artefacts (see also Chaplin [@CR3]; Harper [@CR14]; Holliday [@CR19]). This latter point therefore concerns the issue of artistic integrity and artistic intent; it would be problematic for the researcher to undermine the artist's intent by disguising participants for the purpose of preserving their anonymity and confidentiality. This would undermine the purpose of producing data visually and potentially the artistic intent behind the design of the images.

However, that being said, if any of the artists, designers or participants requested that their images and/or the people in them be made anonymous, computer software packages (specifically Adobe Creative Cloud's Photoshop and Premier) would have provided pixilation techniques that would have been used to blur faces. As it turned out, this was not necessary. Furthermore, many of the images collected by this project did not contain recognisable individuals in them (i.e. they were more abstract designs).

Ownership and the Display and Dissemination of Images {#Sec12}
=====================================================

The question of the ownership of visual imagery in the music industries (both still and moving images) is complicated given that the visual designer/artist who creates the image or video may assign or licence the copyright to a musician or band or to the recording label or other business entity with which the musician or band is working. While usually the person/visual designer/artist who creates an image or video retains copyright, because this is a commercial form of art and the images may only be made if they have been commissioned, the visual creatives involved in this project have often sold and thereby assigned or licensed the copyright to another entity. In these cases, permission to use the image needed to be sought from the entity to which the copyright was assigned or exclusively licensed.

However, even though this was often the case, the person or artist who generated the image or video retains moral rights in the work and these involve them having a say in how the work is used (unless they have signed a contract that waives these). Furthermore, because visual content in these industries is created for musicians and bands, permission to use any of the musicians' or bands' trademarks needed to be obtained. In addition, as Clark ([@CR4]) noted, 'what may be considered legal in copyright terms is not necessarily ethical in terms of ownership and usage' (p. 23). Therefore, the approach I took in order to obtain permission to use the images that I collected involved contacting for permission the visual designer/artist who created the work, the record label or other business entity that paid for the work to be created and/or may have an agreement with the visual designer/artist, and also the musician/band whose music is represented by the imagery.

The nature of the data I sought approval to collect enabled a particular focus on public engagement with the research through the presentation of the findings via not only published outputs, but also in the form of displays, exhibitions and online galleries. In order to address the issues stemming from such public displays of the research findings, such as the loss of control that the participants and/or the researcher has over how the images are read, and are potentially reused by others for different purposes (Clark [@CR4]; Pauwels [@CR30]; van Dijck [@CR42]), full disclosure was made to participants, and specific permission was sought for the different types of public engagement events that will potentially follow the publication of this book. This is because, as Pink ([@CR33]) noted, ideally specific consent should be acquired for displaying the still and visual imagery collected for a research project in different formats and contexts (books, exhibitions, online galleries, etc.).

The particular combination of research methods that constitute the research design for this book was needed to mount this attempt to understand how symbolic imagery and content is created and used to signify that a number of different industries are interrelated under the term 'music industries'. As stated at the outset of this chapter, design culture is the glue that often ties these disparate industries together, and in order to understand design cultures in this context, it is necessary to be embedded within them.

Nordgård ([@CR28]) noted that it is unusual to cite merchandise as a separate business as it is usually understood to be part of the recording industry and the live industry and he agrees that 'a more common suggestion would perhaps be to list publishing, recording and the live music industry (Towse 1997:147; Wikström [@CR44]: 49--60)' (p. 6).

Participants in the USA and UK were interviewed via Skype.

As of 25 February 2020, more than 300 music organisations had signed on to Keychange (Keychange 2020). Keychange has a list of current signatories on their website: [keychange.eu](http://keychange.eu)

If the potential participants I approached decided to participate, I invited them to participate in an interview (either face-to-face, by telephone or by Skype). Each interview took approximately 45--60 min. I informed the participants that, in addition to being a researcher, I also work as an artist manager and producer, and as an artist management consultant, and therefore the subject matter of this research might be of benefit to my work as a manager and producer. Regarding the confidentially of the data collected, I asked the participants whether they wished to be attributed in the research results.

I informed him that if he did decide to withdraw, he could choose whether all data pertaining to him was deleted or not.

I obtained permission from the University of Melbourne to conduct outside work, which included disclosing any conflict of interest that may arise between the proposed work and my duties for the university, as well as arrangements to manage the conflict. This also involved noting that I have the necessary insurance to do this work. In addition, I also obtained approval to hold a directorship of a company, Guy Morrow Management Pty Ltd, as this is the entity through which I provided this service.
